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                                                2	David	Neumeyer,	The	Music	of	Paul	Hindemith	(New	Haven:	Yale	University	Press,	1986),	1.	3	Ibid,	2.	
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Hindemith’s	tonality—not	only	his	theories	of	tonality,	but	also	the	music	itself—has	lost	poignancy	or	effect	over	the	years?		Numerous	authors	have	portrayed	Hindemith	as	a	composer	that	was	overlooked	or	dismissed	during	his	career.	Ian	Kemp,	in	his	1970	monograph,	provides	the	observation	that	“like	[J.S.]	Bach,	[Hindemith]	was	considered	an	antiquated	irrelevance	during	his	lifetime.”4	In	this	same	vein,	David	Neumeyer	notes	that	“[e]ven	at	the	height	of	Hindemith’s	reputation	and	influence	…	stylistic	changes	in	serious	and	commercial	music	were	beginning	that	quickly	left	Hindemith	behind.”5	Neumeyer	supports	this	point	by	alluding	to	the	adoption	of	electronic	sound	palettes,	jazz	idioms	and	hyperserial	technique	by	contemporary	composers	of	the	mid-twentieth	century,	all	of	which	Hindemith	was	reluctant	to	utilize	in	his	own	work.	To	expound	upon	Kemp’s	Bach	parallel,	Neumeyer	writes	that	 Hindemith	had	the	same	unsettling	tendency	to	infect	his	music	with	the	qualities	of	the	 ‘learned	mathematician,’	as	Scheibe	labeled	Bach:	abstract	symbolism,	an	apparent	lack	of	interest	in	instrumental	color,	and	 an	 off-putting	 tone	 of	 didacticism.	 Like	 Bach	 in	 the	 1780s,	Hindemith’s	 reputation	 is	 covered	 with	 clichés	 fair	 and	 false	 which	have	clung	to	him	more	tenaciously	than	any	of	his	contemporaries.6		Other	critics	have	levied	complaints	against	Hindemith;	Theodor	Adorno	similarly	assails	Hindemith	for	being	“bourgeois	and	unimaginative,	not	profound”	and	“a	dogmatic	theorist”7	and	Arnold	Whittall,	writing	on	Hindemith’s	later	career,	notes	that	“it	is	infinitely	sad	that	Hindemith’s	later	music	gives	no	more	than	an	
                                                4	Ian	Kemp,	Hindemith	(Oxford	University	Press,	1970),	56.	5	Neumeyer,	7.	6	Ibid.	7	Ibid,	11.	
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occasional	flicker	of	a	positive	conservatism	which	could	have	balanced	[his]	youthful	excesses	of	the	1920s.”8	These	rebukes	by	Hindemith’s	contemporaries	paint	a	different	picture	of	the	composer	we	might	imagine	today:	an	old	conservative,	sticking	stodgily	to	his	books	that	were	ineffectual	outside	of	his	circle	at	Yale,	writing	in	the	traditional	formal	paradigms	of	sonata,	string	quartet,	and	other	formalized	chamber	music.	This	sort	of	refutation	perhaps	colored	the	lack	of	adoption	of	Hindemith’s	theories	and	works	into	the	history	books;	Hindemith	gained	significant	criticism	and	even	dismissal	during	his	lifetime,	and	so	his	contemporaries	writing	the	books	for	the	next	generation	were	summarily	dismissive.	This	dismissal	by	philosophers	such	as	Adorno	also	perhaps	contributed	to	the	perceived	preference	of	Stravinsky	over	Hindemith	when	referring	to	neoclassical	ideals	and	methods	in	the	general	musicological	discourse.9		Although	some	of	Hindemith’s	students	at	Yale,	such	as	Bernhard	Heiden,	went	on	to	be	successful	composers,	none	were	as	successful	or	as	popular	as	their	teacher.	This	lack	of	a	clear	composition	family	tree	has	led	to	Hindemith’s	methods	and	tonality	typology	to	be	somewhat	dismissed,	misunderstood,	or	debated	by	modern	scholars.	Late-twentieth-century	scholarship	produced	after	Hindemith’s	




                                                10	Neumeyer,	Music	of	Paul	Hindemith,	242-244.	11	Payne,	201.	12	R.	James	Tobin,	Neoclassical	Music	in	America:	Voices	of	Clarity	and	Restraint	(Lanham,	Maryland:	Rowman	&	Littlefield,	2014),	1.	13	Samson,	152.	
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how	they	are	more	influenced	by	melody,	motive	and	linearity	than	the	absolutes	of	harmonic	framework,	a	deeper	understanding	of	the	music	is	achieved.	Although	Samson’s	passage	above—one	of	the	scant	mentions	amid	his	multiple	chapters	on	twentieth	century	tonality—perhaps	misses	the	more	specific	picture	of	Hindemith,	he	does	give	a	succinct	overview	of	the	hallmarks	of	twentieth	century	tonality,	saying	that	 [i]t	will	already	be	clear	that	the	term	‘tonality’	 is	commonly	used	in	two	 senses,	 referring	 on	 the	 one	 hand	 to	 the	 specific	 language	 of	‘classical	 tonality’	…	 and	 on	 the	 other	 to	 the	 underlying	 principle	…	that	 has	 been	 broadly	 defined	 …	 as	 ‘the	 requirement	 that	 all	 the	events	in	a	musical	group	should	be	co-ordinated	by,	and	experienced	in	relation	to,	a	central	point	of	reference.	14		While	these	issues	are	wide	and	varied,	this	discussion	only	begins	to	get	at	the	heart	of	the	crux	of	Hindemith’s	tonality	and	its	neoclassical,	structural	implications.	It	is	my	hope	that	in	the	following	chapter,	cogent	analyses	will	be	provided	that	flesh	out	these	concepts	even	further	by	providing	an	analytical	background	on	how	that	tonality	functions	in	medium-scale	formal	constructions.	In	particular,	I	will	begin	to	investigate	medium-scale	constructs	of	cadence	and	transition,	and	give	analytical	treatment	to	the	specific	corpus	of	the	brass	sonatas.		While	Hindemith’s	neoclassicism	is	an	important—if	not	the	most	important—feature	of	his	work,	the	most	striking	and	autonomous	aspect	of	Hindemith’s	music	is	the	unique	tonal	system	he	adopted	and	portrayed	through	his	seminal	1939	book	The	Craft	of	Musical	Composition.	Although	Craft	is	a	dense	volume	with	both	pedagogic	and	theoretical	ramifications,	it	ultimately	shows	the	development	and	reasoning	behind	Hindemith’s	theories	of	tonal	architecture.	To	














	Example	1.4		 Hindemith’s	Series	217		Hindemith	writes	at	length	in	Craft	on	the	relationship	between	the	two	systems.	He	summarizes	them	as	such:		Series	1	consists	of	tones,	in	relation	to	a	progenitor	tone	from	which	they	derive	their	tonal	position.	Series	2	consists	of	intervals,	without	relation	to	a	progenitor	tone	…	the	interval-pairs	do	not	indicate	by	a	gap	of	any	kind	that	there	is	any	point	at	which	the	consonances	stop	and	 the	 dissonances	 begin.	 The	 two	 concepts	 have	 never	 been	completely	 explained,	 and	 for	 a	 thousand	 years	 the	 definitions	 have	varied.18		Hindemith’s	quasi-scientific	approach	of	classifying	and	approaching	intervals	with	respect	to	the	harmonic	series	(relating	to	the	“progenitor	tones”	he	recalls	in	the	passage	above)	was	systematic,	yet	allowing	for	a	wide	range	of	tonal	possibilities,	and	he	eventually	attained	a	sort	of	global	adoption	of	this	method	in	












dominance	of	the	individual	tones	in	a	melodic	line	or	harmonic	succession.”20	Samson	goes	on	to	point	out	that	[t]he	clearest	expression	…	is	to	be	found	in	the	new	tonal	languages	…	 of	 the	 twentieth	 century,	 in	 which	 the	 tonal	 principle	 has	 been	reinterpreted	 in	 a	 way	 which	 excludes,	 or	 greatly	 minimizes	 the	importance	of,	diatonic	relationships.21		 Other	scholars	have	summarized	Hindemith’s	tonality	in	a	way	that	expressly	probes	the	most	present	and	surface-level	facet	of	his	music,	as	has	Samson	above:	the	prominence	of	non-diatonic	tonicism	as	a	compositional	content	tool.	Dorothy	Payne,	in	her	1974	dissertation	on	Hindemith’s	wind	sonatas,	gives	credence	to	some	of	Samson’s	ideas:		It	should	be	noted	here	that	the	terms	“tonal”	and	“tonality”	refer	in	a	largely	subjective	sense	to	the	presence	of	a	pitch,	or	group	of	pitches,	which	 exert	 some	 sort	 of	 gravitational	 pull	 on	 the	 surrounding	material	…	the	tuba	sonata	being	the	most	significantly	different	in	its	extreme	and	consistent	chromaticism.22		On	the	phenomena	of	the	sort	of	lack	of	diatonicism	within	Hindemith’s	sonatas,	Payne	observes:		It	 is	 rare	 that	 one	 finds	 a	 structural	 unit	 of	 significant	 size	 in	which	adherence	 to	a	diatonic	scale	 is	absolute;	 in	 fact,	 there	are	relatively	few	examples	of	even	single	phrases	which	fit	this	narrow	description.	When	such	a	passage	does	occur,	the	scale	tends	to	be	modal,	and	the	effect	 is	 usually	 harmonically	 static,	more	 suggestive	 of	 pandiatonic	technique	than	of	functional	harmonic	progression.23		Although	this	is	a	rather	distilled	take,	Payne’s	initial	description	reflects	and	informs	that	of	Samson’s	above.	Language	such	as	“competition,”	“dominance,”	




                                                24	Neumeyer,	42.	25	Ibid,	43.	26	Ibid.	
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the	main	points	of	 the	 tonal	progression:	 the	beginning,	 the	cadence	(on	 which	 to	 a	 great	 extent	 depends	 the	 character	 and	 strength	 of	definition	 of	 the	 tonality),	 and	 some	 of	 the	 more	 prominent	 and	significant	intermediate	points,	such	as	tonic	recurrences,	active	tonal	functions,	 deceptive	 progressions,	 the	 most	 distant	 degrees,	 the	secondary	 functions,	 etc.	…	Only	 thereafter	 do	we	 fill	 in	 the	missing	elements.	This	manner	of	working	is	analogous	not	to	the	method	of	the	 mason	 …	 but	 to	 that	 of	 the	 sculptor:	 it	 is	 always	 a	 complete	structure	which	we	have	before	us	and	around	which	we	range	as	we	work,	alternately	modeling	in	all	places.27		In	addition	to	Neumeyer’s	observations,	Ian	Kemp	reckons	Hindemith’s	views	on	tonality	with	his	theories	on	proportional	design	within	his	music:		Hindemith’s	 preoccupation	with	 the	 balanced	 formal	 design	 reflects	both	 his	 quasi-metaphysical	 view	 of	 proportion	 .	 .	 .	 His	 formal	procedures	 may	 be	 classified	 by	 relating	 them	 to	 the	 two	 principal	melodic	 types,	 the	 self-contained/static	 and	 the	incomplete/cumulative.28		Kemp	here	provides	a	launching	point	for	an	analysis	of	Hindemith’s	tonal	methods.	As	Neumeyer	and	other	modern	scholars	have	noted,	Hindemith’s	music	was	largely	governed	by	melodic	influence,	operating	at	a	top-down	level	of	melodic-to-harmonic	hierarchy.	In	other	words,	the	melodic	content	largely	dictates	the	harmonic	content,	in	Hindemith’s	own	words:	The	 will	 toward	 intensified	 motion	 dominates	 the	 contrapuntal	structure	 in	 all	 its	 aspects.	 The	 deeper	 this	 motion	 is	 to	 grasp,	 the	greater	the	masses	that	must	be	moved,	the	slower	and	more	rolling	the	motions.	The	slower	waves	of	harmonies,	moving	at	greater	depth,	follow	 the	 surface-rooted	 melodic	 intervals,	 which	 unite	 into	 lines.	These	waves	move	 on	 the	next	 lower,	more	 forceful	 level	 of	motion	represented	 by	 the	 intratonal	 relations,	 which	 themselves	 feel	beneath	them	the	effective	but	stationary	burden	of	the	total	tonality	[Gesamttonalität],	 the	 last	 and	 most	 comprehensive	 concept	 of	harmonic-melodic	construction.29		
                                                27	Ibid,	45.	28	Ibid.	29	Ibid,	29.	
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Further,	in	Hindemith’s	introductory	remarks	to	his	revised	song	cycle	
Marienleben	(1948),	Hindemith	summarizes	thusly:	The	primary	elements	of	composition	(rhythm,	melody,	and	harmony)	are	 …	 no	 longer	 placed	 one	 upon	 another,	 like	 building	 blocks,	 but	rather	each	element	is	determined	by	the	vision	of	the	complete	work,	and	 in	each	 the	 labor	of	 composition	proceeds	 from	 the	 large	 to	 the	small,	 from	 the	 general	 to	 the	 particular	 …	 Melody	 then	 does	 not	remain	 confined	 to	 the	 explicit	 interval	 steps	 from	 each	 tone	 to	 the	next,	 but	 is	 laid	 out	 in	 advance	 over	 longer	 periods,	 and	 then	subdivided.			 Individual	 harmonies	 are	 then	 considered	 important	 only	 to	the	extent	that	they	take	their	assigned	places	in	the	unfolding	of	the	superior	harmonic	principle—that	of	tonality.			 The	 accompanying	 constructive	 factors	 of	 dynamics,	 tone-color,	 agogics,	 and	 so	 on,	 are	 placed	 entirely	 at	 the	 service	 of	 the	balanced	cooperation	of	the	primary	elements.30		From	these	remarks,	one	can	surmise	the	very	structured	and	methodical	approach	that	Hindemith	undertook.	Indeed,	Hindemith’s	sketches	show	that	he	often	mapped	out	the	general	“key	area”	of	a	work	which	give	insight	to	some	of	his	overarching	tonal	methods.	These	key	areas	refer	to	a	sectional	classification	of	pitch	centers	within	his	works,	analogous	to	the	standard	concept	of	key	within	Western	music.	Hindemith	typically	shies	away	from	using	key	signatures	and	instead	writes	completely	chromatically.	These	key	areas	can	occupy	long	or	brief	formal	space,	and	can	also	be	classified	hierarchically.	This	key	area	hierarchy	can	be	discerned	from	Hindemith’s	notes,	as	Neumeyer	presents	in	his	book,	and	is	typically	governed	by	length	and	other	structural	cues	that	I	will	discuss	in	later	chapters.	Key	areas	can	include	intense	chromaticism,	aligning	with	Hindemith’s	tonal	theories,	yet	must	ultimately	preserve	the	given	pitch	class	in	some	way,	such	as	pedal	motion	or	the	repetition	of	chordal	arrangements	with	few	dissonances	
                                                30	Ibid,	28-29.	
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that	display	the	primary	pitch	as	a	fundamental	member	of	the	arrangements.		David	Neumeyer	makes	considerable	attempts	to	distill	Hindemith’s	theories	on	tonal	relationships,	as	portrayed	in	his	book	The	Music	of	Paul	Hindemith	and	numerous	articles.31	Cadence	and	transition	are	two	closely	linked	topics	that	Hindemith	writes	about,	although	not	at	length.	In	particular,	cadence	is	given	attention	in	Craft,	where	Hindemith	portrays	it	as	a	fundamental	necessity	of	form.	Hindemith	writes	that		 [n]o	 doubt	 about	 tonal	 meaning	 can	 arise	 in	 cadences	 …	 Here	 the	harmonic	 close	 falls	 together	with	 the	 formal	 ending.	 The	 structural	tendency	toward	an	ending	in	a	cadence	subordinates	all	other	factors	to	it,	while	in	other	harmonic	developments	what	is	sought	is	the	free	unfolding	of	rhythm,	melody	and	harmony.32		 Hindemith’s	thoughts	on	cadence	align	with	his	views	on	structure	and	formalism.	To	Hindemith,	and	perhaps	to	the	neoclassical	idiom	in	general,	cadential	constructs	are	responsible	for	the	sorts	of	medium-scale	format	delineations	that	define	sectionality	and	provide	a	structural	reference	for	listeners	and	analysts.	As	will	be	shown	in	later	chapters,	concepts	of	cadence	and	transition	in	Hindemith’s	music	are	fluid;	true	cadential	points	of	rest	are	rare,	and	cadential/transitional	structures	are	hallmarked	by	their	status	as	phrase-ending	devices	that	convene	between	key	areas.		 To	fully	consider	these	aspects	of	Hindemith’s	tonality	and	to	address	the	overarching	issue	of	neoclassicism,	I	will	examine	the	corpus	of	Hindemith’s	sonatas	






















	Example	2.1		 Sonata	for	Trombone	and	Piano,	mm.	22-29		 		 What	do	these	eight	bars	tell	us?	Referring	to	Hindemith’s	note	sketch	of	the	trombone	sonata	key	areas	in	Fig.	2.1,	this	section	of	the	music	falls	within	the	key	area	of	C.	However,	the	descending	stepwise	line	that	begins	in	m.	25	and	continues	thereafter	draws	the	ear	towards	a	different,	local	gravity:	that	of	F.	Two	surface	observations	can	come	from	examining	this	passage	in	conjunction	with	the	key	areas	of	the	trombone	sonata:	that	Hindemith	uses	key	areas	hierarchically,	on	more	local	and	global	scales	that	are	not	expressly	defined	in	his	key	area	sketches33,	and	that	these	key	areas	can	be	arrived	at	through	stepwise,	descending	motion.	
                                                33	This	relationship	is	expounded	upon	in	Example	2.5.	
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Another	example	of	this	occurs	in	the	opening	bars	of	the	piece,	shown	in	Example	2.2.			








                                                34	James	Hepokoski	and	Warren	Darcy,	Elements	of	Sonata	Theory	(Oxford	University	Press,	2006),	17.	
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in	the	piano	part.	These	thematic	resurgences	are	employed	both	inter-	and	intraphrasally.	For	instance,	Hindemith	employs	a	two-bar	elision	between	the	end	of	the	initial	thematic	onset	in	the	trombone	and	the	thematic	resurgence	in	the	piano	in	measures	4	and	5,	seen	later	in	Example	3.1.	The	trombone	sonata	is	unique	in	its	repeated	usage	of	this	intraphrasal	thematic	resurgence.	As	a	general	formal	note,	the	exposition	and	development	in	this	movement	are	quite	lengthier	than	the	recapitulation,	which	is	contrary	to	some	traditional	formal	practices.	The	recapitulation	is	a	brief	12-bar	restatement	of	the	initial	theme	in	what	might	be	construed	as	the	dominant,	as	opposed	to	the	expected	return	to	tonic.		Indeed,	within	his	sonatas	Hindemith	displays	goal-oriented	tonal	schemes	that	are	obfuscated	by	the	music’s	inherent	non-diatonicism	but	ultimately	rely	upon	the	sonata	principle.	We	may	understand	this	paradigm	within	Hepokoski	and	Darcy’s	conceptions	of	the	various	task-related	roles	to	the	components	of	sonata	form:	 [The	 exposition’s]	 harmonic	 task	 is	 to	 propose	 the	 initial	 tonic	 and	then,	 following	 any	 number	 of	 normative	 (and	 dramatized)	 textural	paths,	to	move	to	and	cadence	in	a	secondary	key.	…	The	exposition’s	
rhetorical	 task,	 no	 less	 important,	 is	 to	 provide	 a	 referential	arrangement	 or	 layout	 of	 specialized	 themes	 and	 textures	 against	which	 the	 events	 of	 the	 two	 subsequent	 spaces—development	 and	recapitulation—are	to	be	measured	and	understood.	We	refer	to	this	layout	as	Rotation	1	or	the	expositional	rotation.35		 We	can	also	understand	in	broad	terms	that	Hindemith	adheres	to	these	elements	while	imposing	upon	them	a	sort	of	twentieth-century	filter.	Elements	both	structural	and	formal	may	not	align	exactly	with	the	prototypical	eighteenth-
                                                35	Ibid,	17-18.	
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century	sonata	form;	Hindemith	eschews	neat	sixteen-bar	phrase	formatting,	reflective	of	the	evolution	of	form,	and	his	hierarchical	application	of	Series	1	and	Series	2	systems	in	tonal	schema	likewise	represent	a	development	of	tonality.	While	neoclassicism	is	a	prominent	element	and	perhaps	the	crux	of	all	of	Hindemith’s	work	with	sonatas,	a	broader	discussion	on	this	topic	will	follow	in	Chapter	4.		 Moving	from	a	large-scale	to	mid-level	investigation,	cadence	and	transition	are	both	delineators	that	occupy	the	terminal	formal	space	at	the	ends	of	phrases,	and	are	demarcations	of	medium-scale	formal	functions.	As	Hindemith	deals	in	the	typical	classical	formula	of	sonata	form	within	his	sonatas,	it	is	appropriate	to	examine	cadential	and	transitional	figures	with	regards	to	traditional	formal	constructs.	Cadence,	in	regards	to	Hindemith’s	music,	is	similar	to	its	traditional	counterpart	yet	exhibits	some	differences.	In	these	analyses,	we	can	best	understand	“cadence”	to	refer	to	musical	full	stops	that	mark	the	end	of	a	key	area.	Transition,	similarly,	refers	not	specifically	to	the	Hepokoski	and	Darcy	model	of	(TR)	modules,	but	the	simpler	motion	between	key	areas	that	are	not	achieved	by	a	musical	full	stop;	in	short,	cadence	is	a	static	sectional	demarcator	and	transition	is	a	dynamic,	moving	one.			In	Classical	Form,	William	Caplin	dissects	various	cadential	formulae	from	the	classical	literature	and	provides	some	contextual	scholarship.	Caplin	notes	the	importance	of	cadence	within	the	classical	idiom:	Music	 in	 the	 classical	 style	 is	 often	 characterized	 as	 highly	 goal	directed,	 and	 many	 of	 the	 principal	 goals	 in	 a	 composition	 are	 the	cadences	 marking	 the	 ends	 of	 themes	 and	 theme-like	 units.	
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Identifying	 the	 cadences	 is	 thus	 a	 critical	 objective	 of	 any	 formal	analysis.36		 As	Caplin’s	“critical	objective,”	cadence	becomes	a	central	facet	of	his	discussion	of	sentence	structures	within	classical	music.	In	this	light,	he	summarily	identifies	three	typical	usages	of	the	term	cadence.	Of	most	relevance	to	the	discussion	at	hand	is	his	second	sense	of	cadence,	which		refers	to	the	time	span	leading	up	to	[the]	point	of	[cadential]	arrival,	that	 is,	 the	 idea	 or	 phrase	 in	 the	 theme	 that	 communicates	 to	 the	listener	that	“the	cadence”	 is	 forthcoming.	This	passage	of	music	can	be	 said	 to	 have	 a	 cadential	 function	because	 it	 creates	 the	 requisite	conditions	 for	 thematic	 closure	 by	 means	 of	 specific	 harmonic,	melodic,	and	phrase-structural	devices.37		These	devices,	forms	and	functions	are	likewise	present	in	Hindemith’s	tonal	music,	which	I	will	later	demonstrate	and	elucidate.	Especially	applicable	to	Hindemith’s	work	is	Caplin’s	observation	on	the	cadential	progression:		the	 cadential	 progression	 supports	 a	 distinctly	 new	melodic	 idea	 of	marked	cadential	character,	a	melody	that	is	clearly	different	from	the	preceding	material	associated	with	an	exclusive	continuation	function	…	 frequently,	 though,	 the	 cadential	 idea	 grows	 directly	 out	 of	 the	melodic-motivic	content	of	the	continuation…38			Although	Caplin	here	is	describing	melodic	change,	a	similar	transformational	aspect	occurs	throughout	Hindemith’s	sonatas:	overarching	harmonic	change	displayed	and	delineated	through	countermelodic	bass	motion.		Another	feature	that	can	be	applied	to	Hindemith	that	Caplin	relates	is	the	idea	of	“form-functional	fusion”	in	regards	to	cadence.	Writing	specifically	about	sentence	structure,	Caplin	states		
                                                36	William	E.	Caplin,	Classical	Form	(Oxford	University	Press,	1998),	42.	37	Ibid,	43.	38	Ibid,	45.	
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…	 the	 second	 half	 of	 the	 eight-measure	 sentence	 combines	continuation	 and	 cadential	 functions	 into	 one	 four-measure	 phrase.	The	 presence	 of	 two	 different	 functions	 in	 a	 single	 group	 can	more	technically	 be	 termed	 form-functional	 fusion	 …	 Not	 only	 does	 the	phrase	 begin	 with	 continuation	 function,	 but	 also	 the	 processes	 of	fragmentation,	 harmonic	 acceleration,	 and	 increased	 surface	 rhythm	often	carry	on	into	the	cadential	material.39			 Transition	is	another	fundamental	aspect	or	agent	of	change	acting	throughout	the	sonatas	that	has	similar	formal	ramifications	in	the	classical	literature.	Transitions	are	a	prominently	analyzed	feature	within	Caplin’s	book;	he	outlines	specific	transitional	functions	within	various	forms.	Caplin	highlights	the	usage	of	transitions	as	agents	of	disruption:		At	 the	heart	of	 the	 tonal	drama	 in	 the	exposition	of	a	 full	movement	form	 …	 lies	 the	 conflict	 between	 the	 home	 key	 and	 its	 rival	subordinate	key	…	the	transition	…	serves	to	destabilize	the	home	key	so	that	the	subordinate	key	can	emerge	as	a	competing	tonality	in	the	exposition.	In	addition,	the	transition	loosens	the	form	established	by	the	 tight-knit	 main	 theme,	 imparts	 greater	 rhythmic	 continuity	 and	momentum	 to	 the	 movement	 and	 …	 liquidates	 the	 characteristic	melodic-motivic	material	in	order	to	“clear	the	stage”	for	the	entrance	of	the	subordinate	theme.40			 While	Hindemith	does	not	use	keys	in	the	same	manner	as	his	classical	predecessors,	he	does	use	a	tonal	system	that	emphasizes	linearity;	Hindemith	tends	toward	“competing”	motivic	lines	and	countermelodies,	not	of	a	particular	key	origin,	but	more	linear	and	less	broad-scale	than	the	type	espoused	by	the	music	Caplin	is	describing	here.		It	is	important	to	note	that	should	be	grouped	together	here	because	within	Hindemith’s	music	they	take	on	a	similar	function	of	propelling	the	music	into	a	different	tonal	area,	as	related	previously.	Rare	is	it	that	the	conclusion	of	a	cadence	
                                                39	Ibid.	40	Ibid,	125.	
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or	the	trappings	of	a	transition	results	in	the	music	remaining	in	the	same	key	area.	This	is	a	phenomenon	that	exists	within	both	medium-scale	key	area	relations	as	well	as	smaller-scale,	inter-key	movement.	These	two	functional	demarcations	are	so	closely	linked,	and	within	key	area	analysis	act	so	similarly	to	one	another,	that	they	should	be	considered	two	sides	of	the	same	demarcating	coin.	As	cadence	and	transitions	are	closely	linked	due	to	their	nature	of	tonality-closing	or	theme-closing	function,	Hindemith	often	closely	linked	the	ideas	of	demarcation	and	tonality	in	his	own	writings.	In	The	Music	of	Paul	Hindemith,	David	Neumeyer	writes:		Hindemith	 attached	 great	 importance	 to	 the	 cadence	 as	 the	point	 at	which	harmony	and	melody	within	a	phrase	or	period	intersect	with	the	structural	 forces	of	tonality	and	form.	His	conception	of	cadence,	however,	 is	 not	 a	 revival	 of	 the	 old	 notion	 of	 point	 of	 rest.	 To	Hindemith,	the	cadence	is	first	of	all	a	force	of	binding;	joining	melodic	activity	 firmly	 to	 the	 harmonic-tonal	 basis,	 and	 harmonic-tonal	patterns	to	the	formal	structure.41		Neumeyer	notes	that,	much	as	many	other	aspects	of	his	music,	Hindemith’s	cadential	techniques	matured	in	accordance	with	the	development	of	his	compositional	style	and	tenets	as	discussed	in	Craft.42	Neumeyer	also	makes	many	pertinent	observations	of	cadential	construction,43	including	the	presence	of	goal	tones	and	tendency	tones	as	pertaining	to	Hindemith,	but	cadential	approach	is	not	a	well-tapped	issue	in	his	analyses.	Indeed,	much	of	the	scholarship	surrounding	Hindemith	that	has	been	heretofore	discussed	gives	only	a	passing	mention	of	cadential	functions;	generally,	they	espouse	that	cadences	exist,	that	they	broadly	
                                                41	Neumeyer,	Music	of	Paul	Hindemith,	44.	42	Ibid,	240.	43	Ibid.	
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follow	melodic	lines,	and	that	there	is	a	general	sense	of	increased	rhythmic	activity	as	the	lines	approach	the	cadential	figure.			 Likewise,	Hindemith	treats	the	aspect	of	simple	transition	similarly,	detailing	this	in	Craft	that	deals	with	local	transition	and	progression	is	his	discussion	of	step-progressions.	Hindemith	says	that	Every	melody	consists	of	prominent	 tones	and	subordinate	ones.	On	the	one	hand,	the	roots	of	the	little	chord-groups	in	the	melody—that	is,	 of	 the	 “body”	 of	 the	 melody	 —	 must	 be	 considered	 the	 more	prominent	tones.	…	The	primary	law	of	melodic	construction	is	that	a	smooth	and	 convincing	melodic	outline	 is	 achieved	only	when	 these	important	points	form	a	progression	in	seconds.44			 Extrapolating	from	Hindemith’s	skeletal	of	“progression	in	seconds”	comes	a	sense	that,	for	Hindemith,	the	more	Schenkerian	or	reductivist	approach	is	one	of	at	least	compositional	significance,	if	not	analytical	significance.	One	can	point	out	these	step	progressions	within	Hindemith’s	music,	and	as	an	act	of	transition	they	are	frequently	employed	to	navigate	disparate	key	areas.		The	defining	features	that	surround	the	navigation	of	disparate	key	areas	are	less	pronounced	in	Neumeyer’s	analysis	and	even	in	Hindemith’s	own	Craft,	where	the	main	focus	is	large-scale	formal	aspects	and	the	pedagogical	implications	and	adaption	of	the	methods	at	hand,	respectively.	I	do	not	wish	this	document	to	turn	into	a	critique	of	Neumeyer’s	or	any	other	analyst’s	work,	but	current	scholarship	stops	just	short	of	the	integration	of	studying	the	important	formal	ideas	of	the	medium-scale	structures	I	have	previously	identified.	








                                                46	See	Neumeyer,	The	Music	of	Paul	Hindemith,	56-60	for	corollary	information	on	Hindemith’s	theory	of	fundamental	bass.	
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piano	throughout	the	work.	In	general	terms,	Hindemith	employs	a	dense,	contrapuntal	language	that	includes	intense	chromaticism	that	is	structured	tonally.		This	motioned	counterpoint	allows	for	the	presence	of	very	active	lines	throughout	all	levels	of	musical	space.	Within	these	sonatas,	there	exist	three	primary	levels	of	musical	space:	1. Primary	level;	contains	the	main	melodic	idea	(typically	solo	instrument	but	occasionally	piano	RH)47	2. Secondary	level;	contains	subordinate	counterpoint	to	the	main	melodic	idea.	Less	motion,	filling	in	vertical	tonal	space	3. Tertiary	level;	fundamental	bass	motion,	longer	note	values	Basic,	fundamental	intervallic	gestures	that	predicate	certain	tonal	shifts	typically	occur	in	tertiary	or	secondary	musical	space;	they	are	subordinate	to	the	main	theme	and	act	primarily	as	a	contrapuntal	or	otherwise	non-primary	musical	force—a	sort	of	underlying	motion	potentially	obscured	by	higher	levels	of	musical	space.	Although	these	phenomena	occur	typically	in	the	lowest	voice	of	the	texture,	they	can	occasionally	be	found	in	inner	voices	or	topmost	voices	of	texture.	The	greatest	hallmark	of	these	gestures	is	their	transversal	of	disparate	key	areas,	although	they	might	function	at	levels	more	local	or	global	than	the	ones	Hindemith	might	have	originally	designated	in	his	original	sketches.	There	are	other	shared	aspects	within	these	sonatas	as	well,	but	the	presence	of	these	preceding	intervallic	gestures	is	the	most	important	to	my	analyses.	The	example	below	from	mm.	20-27	






































































                                                55	Neumeyer,	The	Music	of	Paul	Hindemith,	30-34.	56	Payne,	198-200.	
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piano,	recalling	elements	from	his	earlier	neue	Sachlichkeit	style	and	heretofore-unseen	serialist	elements.	On	the	tuba	sonata,	Dorothy	Payne	writes:	The	 first	movement	may	 be	 classified	 as	 a	 type	 of	 sonata	 form.	 The	ten-measure	 principal	 theme,	 relegated	 exclusively	 to	 the	 tuba,	 is	heard	in	conjunction	with	a	secondary	motive	found	in	the	piano	part.	The	 second	 theme	 consists	 of	 two	 brief,	 motivic	 ideas,	 each	 two	measures	in	length,	the	second	of	which	is	re-shaped	into	the	four-bar	subject	of	the	fugato	which	comprises	the	entire	development	section.	The	 coda	 is	 also	 based	 on	 the	 second	 half	 of	 the	 B	 theme,	 and	 is	likewise	imitative.57	
		 The	most	notable	feature	of	this	sonata	is	the	treatment	of	the	solo	tuba	part	as	essentially	secondary	to	the	piano	part.	While	the	tuba	takes	on	some	of	the	broader	melodic	load,	the	piano	bears	much	of	the	responsibility	throughout	for	shaping	interesting	melodic	lines	and	providing	tonal	instability	and	repose.	The	tuba,	on	the	other	hand,	can	be	seen	as	a	more	or	less	melodic	bass,	and	consequently	is	the	purveyor	of	MCs	and	ITD	throughout	the	setting.	Though	the	other	brass	sonatas	have	instances	of	this	phenomenon,	the	tuba	part	here	is	unique	as	it	consistently	produces	lower	notes	than	the	piano	and	thus	suiting	the	role	of	ITD	progenitor.	This	is	perhaps	important	to	note,	as	it	shows	that	this	device	has	more	preponderance	in	regards	to	pitch	level	than	texture	or	contextuality.			 Similarly	to	Figures	3.2	and	3.3,	Figure	3.4	shows	my	interpretation	of	the	key	areas	within	the	tuba	sonata	along	with	a	formal	diagram.		






















                                                59	N.B.:	This	formal	transition	should	be	differentiated	from	the	transitional	phenomena	between	key	areas;	while	the	two	can	overlap,	it	is	not	always	the	case.	
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                                                61	More	can	be	read	about	Hindemith’s	Series	1	and	Series	2	as	a	means	for	composition	and	tonal	architecture	in	Craft	of	Musical	Composition.	
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phrase	level.	Within	classical	works,	although	the	perfect	authentic	cadence	is	the	tonality-defining	gesture,	other	cadence	types	are	encountered	enough	that	their	varied	usage	within	a	given	piece,	depending	on	context,	is	stylistically	appropriate.	Within	Hindemith’s	neoclassicism	as	evidenced	by	these	sonatas,	the	PAC	analogue	is	the	(-1)	motion,	as	it	leads	to	the	more	tonally-	and	structurally-significant	areas	of	the	music.	Other	terminal	motion,	such	as	the	ascending	gestures,	lead	to	areas	of	the	music	that	are	less	significant.	However,	just	as	some	composers	might	use	a	plagal	cadence	instead	of	the	expected	PAC,	the	horn	sonata	uses	these	ascending	gestures	to	arrive	at	areas	that	are	structurally	prominent.		Transitions	are	varied	as	well,	either	through	the	formal	sonata	syntax	espoused	by	Hepokoski,	Darcy	and	Caplin,	or	through	other	methods	by	which	composers	evade	or	elide	cadences	and	link	formal	sections.	The	usage	of	these	terminal	structures	is	largely	dependent	on	harmonic	and	formal	context,	and	varies	from	piece	to	piece	and	composer	to	composer.	Mirroring	this	varied	usage	of	cadence	is	Hindemith’s	adaptation	of	similar	varied	terminal	structures:	a	neoclassical	reimagining	of	cadential/transitional	space.	The	variation	of	such	terminal	structures,	the	shifting	or	disruption	of	terminal	paradigms,	strengthen	and	inform	our	knowledge	of	Hindemith’s	neoclassicism.	Within	the	brass	sonatas,	the	horn	sonata	can	be	understood	not	only	as	an	outlier,	but	also	as	an	indicator	of	the	richness	in	variation	that	can	be	derived	from	the	neoclassical	interpretation	of	traditional	structural	formats.62	
                                                62	That	transitional	demarcators	in	the	horn	sonata	do	not	follow	the	normative	schemes	observed	in	the	other	brass	sonatas	point	toward	a	need	for	further	research	in	this	area	that	is	outside	the	scope	of	this	document.	
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What	does	the	variance	found	in	the	horn	sonata	tell	us	about	Hindemith	and	neoclassicism?	Fundamentally,	the	issues	examined	in	this	document—the	terminal	structures	in	the	brass	sonatas—are	a	subset	of	particular	surface	issues	that	only	begin	to	probe	at	the	deeper	understanding	of	Hindemith’s	neoclassicism.	Indeed,	the	neoclassical	ramifications	of	such	cadential/transitional	structures	are	perhaps	more	telling	than	the	structures	themselves.		In	his	book	Neoclassicism	in	America,	R.	James	Tobin	makes	many	pertinent	observations	on	the	dissemination	and	proliferation	of	Hindemith	as	a	neoclassicist	in	the	mid-twentieth	century,	including	Hindemith’s	move	to	America	and	his	teaching	post	at	Yale.	Although	the	brunt	of	the	book	focuses	on	such	figures	as	Walter	Piston,	Lukas	Foss,	Irving	Fine,	and	Nikolai	Lopatnikoff,	there	is	an	extensive	section	on	European	influences	on	American	neoclassicism,	in	which	Hindemith	plays	a	large	role.		Tobin	makes	note	that	Hindemith’s	“sense	of	musical	architecture	was	perhaps	the	most	highly	developed	of	all	his	musical	faculties.”63	This	statement	emphasizes	the	importance	and	fundamentality	of	structure	within	the	works	of	Hindemith;	the	classical	formal	paradigms	have	been	preserved,	but	altered,	and	the	classical	tonal	paradigms	have	been	turned	about	completely,	as	shown	in	the	previous	analyses.	Ian	Kemp	also	notes	that	Hindemith’s	reverence	and	involvement	in	the	realm	of	chamber	music,	as	seen	in	his	Kammermusik	of	the	1920s,	reinforces	his	position	as	a	neoclassicist,	as	chamber	music	is	a	distinctly	classical	tradition,	much	as	the	sonatas	are.	
                                                63	Tobin,	22.	
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To	compound	on	this	distinction,	David	Neumeyer	further	calls	Hindemith	an	“antiromantic	urban	composer	who	thrived	on	clarity,	concision,	and	linear	energy.”64	Evidencing	this,	Kemp	notes	that	Das	Marienleben,	one	of	Hindemith’s	most	well	known	works,	was	comprised	of	eighteenth-century	rhythms	and	forms	and	was	“deliberately	unromantic	in	character,”65	utilizing	clear	linear	voicing	and	diatonic	intervals.	Kemp	adds	that	“a	distaste	for	self-indulgent	expression	and	an	emphasis	on	clarity	of	line,	texture,	and	form	remained	typical	of	him	throughout	his	life.”66	 	Not	only	is	Hindemith’s	neoclassicism	generated	from	a	sparseness	and	directness	of	character,	but	this	shows	the	important	link	between	Hindemith’s	neoclassicism	and	counterpoint.	The	prominence	of	counterpoint	within	Hindemith’s	music	is	packaged	as	a	new	aural	shift	that	must	then	be	dealt	with	by	the	listener:	one	must	learn	to	expect	musical	lines	built	upon	horizontal	motion	instead	of	vertical	motion.		Tying	neoclassicism	back	to	counterpoint,	Tobin	points	towards	eighteenth-century	composers	of	counterpoint	(such	as	the	sons	of	J.S.	Bach)	who	invoked	“the	authority	of	the	human	ear.”67	Hindemith	likewise	extolls	the	supremacy	of	listening,	saying	“a	true	musician	believes	only	in	what	he	hears.”68	In	this	way,	Hindemith	promotes	a	pedagogical	take	on	neoclassical	structures:	that	for	these	structures	to	work,	and	for	Hindemith’s	music	(or	anyone’s	music,	for	that	matter)	
                                                64	Ibid.	65	Ibid.	66	Ibid.	67	Ibid,	25.	68	Ibid.	
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to	work,	the	“authority	of	the	human	ear”	must	ultimately	reign	supreme.	Hindemith’s	thoughts	on	listening	and	the	benefit	of	using	the	natural	implications	ear	for	guidance	are	linked	to	his	theories	on	tonal	design	in	Series	1	and	2;	Hindemith	conceived	of	such	structures	of	being	more	natural,	and	disseminates	such	a	view	in	Craft.	Tobin	posits	that	the	term	“neo-baroque”	might	be	better	used	for	such	composers	as	Stravinsky	and	especially	Hindemith,	but	I	believe	the	neoclassicism	label	is	a	fitting	one.	In	this	musical	context,	the	term	neoclassicism	has	to	do	more	with	the	particulars	of	style	than	it	does	overall	aesthetics,	and	Hindemith	composes	in	a	thoroughly	neoclassical	style,	especially	when	looking	at	the	prominent	structural	and	stylistic	cues	I	have	highlighted	thus	far—most	obviously,	as	a	composer	of	sonatas	(ostensibly	the	most	classical	form),	one	can	conclude	that	Hindemith	was	operating	well	within	the	boundaries	of	neoclassicism.	Indeed,	the	malleability	of	the	neoclassical	moniker	is	one	that	Tobin—and	we—	must	grapple	with,	as	there	is	no	standardized	definition	of	neoclassicism.	With	these	things	in	mind,	we	now	have	a	working	knowledge	of	some	of	the	neoclassical	elements	of	Hindemith’s	music.	Tobin	provides	some	insight	that	potentially	helps	give	us	a	working,	standardized	definition	of	neoclassicism,	describing	it	as	fundamentally	a	 rejection	 of	 romanticism,	 impressionism,	 post-World	 War	 I	expressionism,	 and	 serialism,	 although	 …	 several	 prominent	neoclassicists	 embraced	 or	 experimented	 with	 serial	 techniques	 in	their	 later	 stages	 without	 departing	 entirely	 from	 the	 general	principles	of	the	neoclassical	aesthetic.69		
                                                69	Ibid,	2.	
 82	
	 Fittingly,	this	characterization	is	true	of	Hindemith,	who	used	quasi-serialist	formulations	in	the	first	movement	of	the	tuba	sonata.	Tobin	goes	on	further	to	point	out	the	separation	and	distinction	of	the	composer’s	style	from	their	aesthetics;70	while	a	composer’s	style	may	vary	from	piece	to	piece,	their	aesthetics	fundamentally	stay	the	same	or	show	a	much	more	gradual	evolution.	This	is	true	of	Hindemith,	and	is	shown	in	the	pieces	studied	in	this	document,	as	the	earlier	trombone	sonata	and	later	tuba	sonata	show	an	evolution	of	aesthetics,	for	example,	the	contemporaneous	horn	and	trumpet	sonata	show	a	stylistic	aberration	from	the	same	compositional	year	of	1939.				The	disparity	found	in	the	horn	sonata	in	the	prior	section,	detailed	above,	ultimately	informs	our	working	definition	of	neoclassicism	provided	in	Chapter	1.	Following	Tobin’s	definition	above,	the	pieces	I’ve	analyzed	thus	far	have	preserved	some	(but	not	all)	elements	of	neoclassicism.	Elements	of	form	and	the	notion	of	key	areas	are	preserved	from	the	classical	to	the	neoclassical,	yet	Hindemith	updates	or	otherwise	re-conceives	inter-key	relations	and	formal	linking	structures.	Tenets	of	harmonic	structure	and	overall	conceptions	of	cadential	and	transitional	mechanisms	have	likewise	received	a	neoclassical	update.	These	elements	reinforce	the	sense	of	mutability,	variability,	and	shared	underlying,	large-form	ideas	within	Hindemith’s	neoclassicism,	ones	that	are	most	prominently	displayed	through	cadential	and	transitional	mutation	in	my	analyses.		In	this	regard,	Hindemith’s	neoclassicism	can	be	understood	to	be	a	reappropriation	of	paradigms—the	deviation	from	certain	formal	and	tonal	
                                                70	Ibid.	
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structures	that	are	so	ingrained	in	the	collective	musical	surface	that	said	deviation	becomes	much	more	fundamental	than	the	structures	themselves.	In	Hindemith’s	neoclassicism,	the	tonal	constructs	and	linking	phenomena	are	the	deviation	from	the	collective	norm,	and	are	fundamentally	indicative	of	this	neoclassical	reappropriation.	Thus,	one	might	view	Hindemith’s	neoclassicism	as	a	musical	comment	on	classicism—that	the	fundamental	structures	are	rooted	within	our	Western	psyche,	and	that	the	shift	of	a	single	element	(here,	the	aspects	of	tonality)	can	create	a	sort	of	cognitive	dissonance	or	aural	tension	within	the	listener	with	which	they	then	must	grapple.71	These	observations	call	into	question	what	it	means	to	be	a	neoclassicist	in	the	twentieth	century,	and	firmly	situate	Hindemith	within	the	neoclassical	puzzle;	one	must	sort	out	and	ultimately	reckon	with	these	various	neoclassical	threads	that	exist	as	the	crux	of	Hindemith.	This	includes	his	usage	of	tonality,	structural	forms,	and	the	musical,	pedagogical	promotion	of	such	trope-defying	(or	trope-embracing)	ideals.		Now	that	we	have	an	understanding	of	Hindemith’s	conceptions	of	cadence	and	transition,	we	can	summarily	understand	the	role	of	his	Craft	of	Musical	Composition	and	the	inherent	pedagogical	ramifications	of	the	document;	these	phenomena	are	ultimately	another	aspect	that	Hindemith	wished	to	model	in	his	works	and	the	Craft,	ultimately	preserving	the	pedagogical	necessity	that	he	encapsulated	within	his	neoclassicism.	Moreover,	with	Hindemith,	neoclassicism	
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